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ABSTRACT
                                                                                                                                         
Since 1995 a collection of thirteen water wells from the Linearbandkeramik (LBK) 
of the Early Neolithic have been discovered during archaeological excavations in 
Saxony, Germany. Timber beams reinforced the walls of the wells, creating vertical 
tunnels reaching down into subterranean depths. The discovery of these structures 
rewrote local histories of carpentry, becoming the earliest known examples of joinery 
from Central Europe that are still in existence today. Due to reactions with air and 
water that cause wood to rot, timber constructions rarely survive for long. Sealed in 
an anaerobic environment, these wells were preserved underground for over 7,000 
years, before their recent unearthing.
Following two research trips I undertook to Germany to visit the current well 
excavation – the first in June-July 2016, the second in March-June 2017 – and the 
studio processes that ensued, my research paper thinks through situations where 
material histories become mobilised during embodied encounters with site. My 
project proposes book-making as an approach to site-based spatial practice, where 
books are used as tools for navigating a complex of material histories and 
intersecting timescales made evident in the movement of the wells from below- to 
above-ground. 
This project has culminated in three core creative works. Each work approaches 
book-making through various forms of material, embodied, and site-based enquiry. 
[52]
[53]
[54]
xviii
I understand book-making through practice, where books are defined not purely by 
objecthood, but by their ongoing transformative connections with the material 
histories, fluctuating knowledges, and skilled networks, present in the well’s 
excavation. The three works I will discuss in this paper are: a scattering of ceramic 
sheets, made of clay from Droßdorf, Saxony, and fired onsite, before being installed 
at the well excavation; a body of writing I did during my fieldwork, which 
culminated in a collection of fragmented short stories; and an animation of an object 
I made following my participation in an experimental archaeology workshop.
Through creative practice I have worked at intersections between two fields of 
research – art and archaeology – in order to engage multifarious explorations of sited 
histories. During my fieldwork I developed a sited methodology that brought these 
two fields of knowledge and practice together, where writing, digging, restaging, and 
mark-making became methods of creative enquiry into the many histories present at 
the well excavation. 
[55]
[56]
[57]
xviv
INTRODUCTION
Revisiting The LBK Water Wells Of Saxony
                                                                                                                                         
Since 1995 a collection of thirteen water wells from the LBK1  of the Early Neolithic 
have been discovered during archaeological excavations in Saxony, Germany. 
Timber beams reinforced the walls of the wells, creating vertical tunnels reaching to 
subterranean depths. The discovery of these structures rewrote local histories of 
carpentry, becoming the earliest known examples of joinery from Central Europe that 
still exist today.2  Due to reactions with air and water that cause wood to rot, timber 
constructions rarely survive long. Sealed in an anaerobic environment, these wells 
were preserved underground for over 7,000 years, before their recent unearthing. 
Following two research trips I undertook to Germany to visit the wells – the first in 
June-July 2016, the second in March-June 2017 – and the studio processes that 
unfolded, I am using this research paper to think through situations where material 
histories become mobilised during embodied encounters with site. My project 
proposes a practice of book-making as a methodology for site-based spatial research, 
where books are tools for navigating the complex of material histories and 
intersecting timescales made evident in the movement of the wells from below- to 
above-ground. This paper examines my studio research, and fieldwork, using the 
1 Referred to as ‘LBK’ throughout this document, from the German ‘Linearbandkeramik’. The 
English translation is Linear Pottery Culture, referring to the engraved linear decorations on ceramic 
vessels from the period.
2 Willy Tegel, Rengert Elburg, Dietrich Hakelberg, Harald Staüble, and Ulf Büntgen. “Early 
Neolithic Water Wells Reveal the World’s Oldest Wood Architecture.” PLoS ONE 7, no.12 (2012): 1. 
doi:10.1371/journal.pone.0051374
[58]
[59]
[60]
1
development of three books – discussed in this paper across three chapters – as 
catalysts for multiple strains of enquiry into the sites of the LBK wells. 
 
Over the course of my fieldwork I visited the excavation of the most recently 
discovered well many times. Like several of the other wells, this one was found 
during a dig in a planned extension of a lignite mine in Droßdorf, south of Leipzig. It 
was then block-lifted, along with the soil that held it together, and excavated offsite 
in a nearby warehouse. With scaffolding installed around the large crate holding the 
well, the layers of timber and all they contain are slowly uncovered.3&[fig.61]  The well 
is dismantled, with each piece of timber observed as an independent entity: 
separately cut, dated, scanned, and preserved. This process of unbuilding opened 
the well up to an expansive chronicle of spaces and times, in its transformation from 
built structure to an object of written history, or rewritten history. It is these points of 
rewriting, and their material consequences – of fragmentation, dislocation, and 
mutability – that I look to in this project. I approach sites and practices of 
excavation as active and creative spaces of interpretation, where material is handled, 
and rehandled in a constant – although inevitably partial, and provisional – pursuit 
of an elusive past. Through material encounters during excavation, histories become 
unsettled, with pieces of knowledge being inserted, deleted, and shifted within an 
unfixed chronology. As beginnings are stalked, origins become muddied; knowledge 
slips in and out of redundancy as new discoveries are drawn to the surface. These 
experiences of fieldwork informed the work that I produced throughout this project, 
3 In an effort to sidestep the trap of using images to illustrate text, I have developed a body of research 
images that runs alongside this body of writing. The two follow separate trajectories, at times 
converging.
[61]
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discussed below, where mutable histories are thought through transformative 
material explorations. Working onsite was an opportunity for me to contribute to 
material discourse at archaeological sites, through art-making and practice, by 
participating in the specific context of the LBK well excavation.
The body of this paper is divided into five chapters. To begin I will introduce the 
working spaces of my project, providing an account of fieldwork and studio research. 
The second chapter will be used to unpack my understanding of book-making as 
practice, forming a methodology for site-based spatial research, in order to begin 
tackling my research question: How can material histories become mobilised during 
embodied encounters with site? My question refers to the constant unsettling of 
material and ideas at sites of excavation, where malleable knowledges develop 
during embodied and sited exchanges, and where art practice can actively 
contribute to these developments, through processes of making. The third, fourth, 
and fifth chapters will focus on three discrete works I created throughout this project, 
using each one to guide paths through the sites of the wells. These are: a scattering of 
ceramic sheets, made of clay from Droßdorf, and fired onsite, before being installed 
at the base of the LBK well excavation; a body of writing I did during my fieldwork, 
which culminated in a collection of fragmented short stories; and an animation of an 
object I made following my participation in an experimental archaeology workshop. 
Throughout this project I have investigated ways in which books can participate in a 
complex of material, historical, social, and temporal conditions that make up a 
specific sited context. Each book I have made is malleable, and unfixed, renewing 
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itself and producing singular moments within transformative, sited encounters. In 
proposing a practice of book-making as a methodology for site-based research, I 
adopt Michel Foucault’s understanding of a book as a “node within a network,” and 
artist Ulises Carrión’s idea of a book as a “space-time sequence,” to open a 
discussion of how books function spatially.4&5 Rather than focusing on books as 
objects, I suggest rethinking book-making through practice, proposing a shift to the 
current field of discourse on artists’ books, and contributing new methods for 
approaching book-making within art practice. This chapter on book-making will 
provide a foundation for further analysis, in subsequent chapters, of the three key 
works I produced.
In the first book, and murmured, practices of excavation and points of contact 
between non-linear temporalities are used in the production of a series of ceramic 
pages that are similarly pliable and open to temporal shifts. This work approaches the 
excavation of the LBK well as a space where histories are told, learnt and altered, as 
new material is uncovered. In this chapter I will examine the work Open Vase 
Central Leader Widow Maker (2017) by artist Yasmin Smith, and adopt thinking 
around ambiguous and fluid practice, by archaeologists Joan Gero and Ian 
Hodder, where multivocal practices allow for plural understandings of sited material 
to emerge.6&7 In the sense of both art and excavation practices, these methods locate
4 Michel Foucault, The Archaeology of Knowledge (New York: Routledge, 1989), 26.
5 Ulises Carrión, Quant aux livres/On Books (Paris: Héros-Limite, 2008), 131.
6 Joan Gero. “Honoring Ambiguity/Problematizing Certitude.” Journal of Archaeological Method and 
Theory 14, no. 3 (2007): 311. Accessed January 16, 2017. http://www.jstor.org/stable/25702346.
7 Ian Hodder, “‘Always Momentary, Fluid and Flexible’: Towards a Reflexive Excavation 
Methodology.” Antiquity 71, no. 273 (1997): 691-700. doi:10.1017/S0003598X00085410.
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the artist/archaeologist within a network of continuously forming material and 
historical forces.
The second book addressed in this paper stemmed from a situated writing practice I 
developed throughout my fieldwork. While visiting the sites of the LBK well, I kept 
a detailed diary as a way of locating my experiences. My copious notes became the 
basis for a collection of short stories, evolving from my experience of being onsite. 
In this chapter I will look to the radio play Master Rock (2015) by writer Maria 
Fusco, and texts on storytelling by Hannah Arendt and Donna Haraway.8,9&10 
Narrative structures have been instrumental for me in thinking through well-spaces 
and holes in the earth (the architectural form of the LBK water well, holes produced 
through excavation, and wells as recurring limits of embodiment in narrative fiction) 
as receptacles of duration, where disparate temporalities intersect underground.11 I 
have used narrative as a tactic for transforming my experience of sharing spaces and 
times, present littorally12 in the earth’s surface, and disrupting epistemologies of 
solidified histories and objective truths. 
8 Maria Fusco, “Master Rock.” soundcloud audio, 42:17. originally performed as radio play on BBC 
Radio 4. Added October 15, 2015, https://soundcloud.com/artangel-2/master-rock
9 Hannah Arendt, The Human Condition (Chicago: The University of Chicago Press, 1998), 175-187.
10 Donna Haraway, Staying with the Trouble: Making Kin in the Chthulucene (Durham: Duke 
University Press, 2016), 39.
11 Seth Denizen, “Three Holes: In the Geological Present,” in Architecture in the Anthropocene, ed. 
by Turpin, Etienne, (Michigan: Open Humanities Press, 2013), 29.
12 Littoral spaces exist horizontally along shores, where earth and water meet. Here, the term 
‘littorally’ is used vertically to describe murky spaces between above- and below-ground. Given the 
connection of well-structures with the necessary presence of groundwater, the practice of excavating 
wells in this scenario happens within a geologically littoral layer.
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The third book discussed in this paper draws on my participation in Ergersheimer 
Experimente, an annual experimental archaeology workshop, investigating wood-
working techniques from the German Early Neolithic. Replica stone tools were used 
in an effort to reassemble material knowledges, through experiment. Pierre 
Bourdieu’s concept of ‘habitus’ offered me a way of understanding histories through 
activity, through use, through practice, through habit.13 I will pair ideas of habitus 
with a chance encounter I had with the work Pyramid (square plan) (1959) by Carl 
Andre, as an example of embodied histories being re-performed through habit. Using 
surfaces created during Ergersheimer Experimente, and a process of moulding, I 
made an object that would later be digitally scanned to form a 3D animation. This 
work evolved out of an investigation of non-linguistic methods of reading, recording, 
and reassembling histories through embodied practice, resulting in a virtual space 
where tangled gestures are articulated and abstracted within a convoluted digital 
terrain.
This paper examines my fieldwork and studio research to explore ways that 
material histories become mobilised during embodied encounters with site, with 
specific reference to the sites of the LBK wells. Drawing on theory from art, 
archaeology, and philosophy, as well as case studies from contemporary art practice, 
I will explore book-making as a framework for site-based spatial research, where 
books are defined through their ongoing transformative connections with material 
histories, fluctuating knowledges, and skilled networks, present in the LBK well’s 
excavation. Throughout this paper I will contribute to wider discourse on 
13 Pierre Bourdieu, The Logic of Practice (Cambridge; Oxford: Polity Press, 1990), 52.
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interdisciplinary research practice, bringing together two material practices – art and 
archaeology. During my project I have developed a sited methodology that intersects 
these two disciplines, engaging in multilayered explorations of localised histories and 
material knowledges at sites of excavation. I will explore how archaeological 
fieldwork can inform site-based art practice, and how my own art practice can 
actively participate in interconnected research dialogues at excavations. I will relay 
accounts of fieldwork and studio research, followed by a chapter outlining a 
practice of book-making within the context of this project. The final three chapters 
will address the production of three specific books, where each one is applied as a 
navigational tool within the sites of the LBK wells.  
[76]
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CHAPTER ONE
Spaces Of Research: Fieldwork And Studio
                                                                                                                                         
FIELDWORK 
The first day of each of my visits to Saxony began much the same. I met Harald 
Stäuble at the Landesamt für Archäologie14 in the morning. We hopped in the car and 
drove to various excavation sites, talking along the way. Both days were sunny. In 
June 2016 I arrived in the middle of a heatwave. The conversations in the 
air-conditioned car offered cool relief. In April 2017 a cold spell meant the crisp air 
bit into my cheeks, and holes dug by excavators were interspersed with muddy bogs 
leftover from previous excavations or the tyres of cars and Caterpillars. 
As days were spent moving between different locations, a continuous accumulation 
of sites piled up, confusing one another. Most of my research was conducted without 
a clear sense of limits. To complicate this further, every site I visited shifted from 
day to day, week to week, year to year. For the sake of clarity, this paper will focus 
14 English: Archaeological Heritage Office in Saxony. Referred to as Landesamt from hereon. In 1993 
new laws were passed in Saxony, and some other states of Germany, requiring all new developments 
to get archaeological clearance. Mining, new roads, and new buildings now all involve surveying, and 
potential excavations before they can continue. The Landesamt is a state-run institution charged with 
excavation, conservation, and research of archaeological material in Saxony. In 1996 while conduct-
ing an excavation of an LBK settlement in a lignite mine in Eythra, the first of the thirteen wells was 
discovered. Harald Stäuble, Christophe Steinmann, and Patricia de Vries. “Large-Scale Archaeology 
Projects in Saxony, Germany.” in Understanding the Past: A Matter of Surface-Area, ed. by Blanc-
quaert, Geertrui, François Malrain, Harald Stäuble, and Jan Vanmoerkerke, (Oxford: Archaeopress, 
2011), 25.
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primarily on two sites: a lignite mine in Droßdorf, where the most recent well was 
discovered in 2015; and a warehouse in Großstolpen where this well is now being 
excavated. Other sites, operating peripherally, will also be discussed for context. 
I will begin by relaying a brief outline of these two sites, and the area they belong to, 
as they were introduced to me on my arrival in Saxony for the first time. About half 
an hour’s drive from the Landesamt, Harald stopped the car on the side of a road that 
ran between two mines – one old and one new.[fig.82]  Conveyor belts were taking earth 
from the new mine, and dumping it in the old mine to re-level the land. The flat area 
where the old mine had been is now used for farming. There were vast paddocks of 
wheat growing. Towards the end of the 19th Century, lignite (brown coal) was found 
south of Leipzig, and an industry of open-cut mining began. As mines are 
exhausted, they are either packed in with earth, or left to fill with groundwater, 
becoming enormous lakes used recreationally for boating and water-sports.[fig.83]  Hills 
– refuse from over a century of digging – populate the side of the highway. 
We moved on, driving along a narrow dirt road through a row of trees to the edge of 
the mine, where the well had been uncovered. As the mine expands the 
archaeological excavations need to work a minimum of 30 metres ahead of the 
growing hole. We climbed to the top of a mound of dirt. There were wildflowers 
everywhere, and in the heat the breeze smelled of chamomile.[fig.84] A few hundred 
metres away an Early Neolithic settlement was being excavated, with a scattering of 
beach umbrellas providing shelter from the sun.[fig.85]  Thousands of years of 
de-forestation, agriculture, and mining continually transforms the geology and 
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biology of the region, to the point where imagining a past landscape based on 
present landmarks feels foggy at best. 7,500 years ago the ground was flat, and 
covered in dense primary oak forest, with rivers running throughout. For thousands 
of years Mesolithic people lived in the area. Around 5,500BCE, sparked by 
global climate change,15 a huge migration from the Fertile Crescent16 brought with it 
the ‘Neolithic package’: a group of characteristics that define, and support, the 
beginnings of Western sedentism in Europe.17 The package included agriculture, 
permanent timber buildings, herding and domestication, and pottery. From the 
perspective of archaeology, it is often difficult to tell whether migration is a 
movement of people, a movement of material, or a movement of ideas. In this case 
it seems to have been a combination of all three. Demonstrated in archaeology that 
shows identical finds over large areas, the new population grew quickly to form a 
widespread culture, now named the LBK, referring to the linear decoration engraved 
in the walls of ceramic objects.18
When I revisited this site in 2017 I struggled to locate myself. The excavation I 
15 María Fernanda Sánchez Goñi, Elena Ortu, William E Banks,  Jacques Giraudeau, Chantal Leroyer 
and Vincent Hanquiez. “The expansion of Central and Northern European Neolithic populations was 
associated with a multi-century warm winter and wetter climate,” in The Holocene 26, no.8 (2016): 
1188. doi: 10.1177/0959683616638435.
16 Fertile Crescent was a region comprising contemporary Jordan, Syria, Egypt, Iraq. 
Approximately 10,000 years ago, resulting from climatic change, and environmental uncertainty, 
domestication of plants and animal husbandry led to what is now recognised as the beginning of 
widespread, and globalised, sedentary societies. Brown, Terence A., Martin K. Jones, Wayne 
Powell, and Robin G. Allaby. “The Complex Origins of Domesticated Crops in the Fertile Crescent.” 
in Trends in Ecology & Evolution 24, no. 2 (2009): 103.
17 T. Douglas Price, Europe’s First Farmers (Cambridge: Cambridge University Press, 2000), 4.
18 Willy Tegel, Rengert Elburg, Dietrich Hakelberg, Harald Stäuble, and Ulf Büntgen. “Early 
Neolithic Water Wells Reveal the World’s Oldest Wood Architecture,” 1.
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visited the summer before had been subsumed into the mine. The spot where the well 
was discovered now sat somewhere in the gaping hole. Where the wildflowers were 
growing, the topsoil had been removed, and an excavation of an LBK longhouse was 
underway.[fig.87] Everything was redirected, reorganised, reassembled. The ground was 
constantly churning. As we walked between rows of dirt piled a few metres high, 
the steam of the power plant in the distance, where coal from the mine was burning, 
became a way to orient myself. It was like two giant obelisks reaching into the blue 
sky, observing and directing the activity below.[fig.88]
Unlike the mine, the warehouse in Großstolpen seemed much the same twelve 
months later. The well, housed in a tall crate and surrounded by scaffolding, rose up 
from the middle of the concrete floor. In my absence, about 50cm of earth and timber 
had been excavated. The deeper the dig went, the better preserved the timbers 
became, due to a combination of dense earth and standing groundwater operating as a 
geological vacuum. During my weekly visits I watched on, as two large timbers from 
the well were slowly uncovered.[fig.89] The cellulose within the wood had long since 
worn away, and the timber beams risked crumbling when lifted from the dirt that had 
supported them over centuries. Each beam is made from a length of oak, split radially 
or tangentially from the felled trunk, and shaped with a stone adze. Notches cut at 
either end allow the timbers to slot into one another, creating solid joins. After the 
two timbers from the well were lifted out of the crate – four bodies negotiating each 
other awkwardly to support the fragile wood – they were cleaned.[fig.90-91] The gentle 
scraping and rubbing back of grains of dirt by the excavator’s trowels revealed 
undulations in the wood’s surface, made by a stone adze over 7,000 years ago.[fig.92]   
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At the excavation in Großstolpen, knowledges are produced through embodied 
encounters between excavators and earth. Hands and earth come together within the 
well. The hands are many, reaching from, towards, and to different depths. Layers 
of earth are sedimented in the timber shaft, signalling specific periods in time. The 
motivation of knowledge is complicated (productively and creatively) by an 
expanded system of practices, all participating variously in the excavation of the 
LBK well. Tools are used to slowly disturb the soil, aerating it, layer by layer. When 
resistance is felt by the trowel’s blade, the dislodged soil is gently removed to show 
an object  (ceramic shard, rock, bone, timber, etc.).19  Digging isn’t one movement. 
The surface isn’t one clear, solid, continuous plane – it is constantly disrupted, or 
disrupting itself. It is a slow unsettling of material, which is separated, sieved, 
cleaned, and sent to diverse experts – archaeo-botanists, geo-archaeologists, 
dendro-archaeologists, archaeo-zoologists, technicians, conservators, and an artist, to 
name a few – in order to build a multi-faceted and flexible picture of data. 
Excavation doesn’t divide material into an in and out. It is a steady mixing of 
contexts. It’s a thickening of surfaces, an unravelling of sites, a dissolving of one 
space into many. 
This understanding of excavation practice developed throughout my fieldwork. The 
LBK well excavation is a space where knowledges are malleable, and material 
undergoes constant shifts and transformations. Ideas of temporal and spatial 
19 Digging was difficult because I didn’t know what I was digging until I found it, so the trowel 
would scrape through the soil and I had to judge it by the resistance that I felt. I couldn’t see what I 
was doing under the surface, so the trowel needed to be like eyes. Digging was blinding.
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multiplicities, and embodied encounters with site through activities like digging, 
informed the production of the work I will discuss throughout this paper. 
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STUDIO
During this project my studio has become analogous to sites of archaeological 
excavations. The studio – like the well excavation – functions at a frontline of 
material research, with surfaces operating as limits to understanding, access, and 
visibility. Moments of connection between distinct forces make way for new 
comprehensions to take place. I have used my studio as an arena where hunches 
are followed, where tangents are allowed to reach out in front of me, and where my 
hands are kept busy as I battle a state of perpetual confusion. Like the well 
excavation, my studio spews material, untethered. Like the well excavation, each 
moment of reveal, connection, or collision, resituates moments that came before, and 
reframes moments that will follow. 
Studio processes are not an attempt at representing material histories of the well – 
histories that remain largely un-representable. Instead, my studio is a kind of 
laboratory, where layers form and re-form, cuts expose and fracture, and materials 
affect each other in an overflow of fragmented gestures. Using techniques like 
welding, the face of a sheet of steel offers a base for a sequence of material 
transformations to emerge.[fig.97] In my studio steel has become a conduit for an 
accumulation of marks to develop, beginning as I move a welding gun across the 
metal. An electrical charge flows through the plate and back again, which heats up 
and gently contracts in response. With each revolution of the continuous current, a 
build-up of marks collect. Left untreated, these marks react with the air in my studio, 
oxidising and burying themselves, before spilling out into, and onto other materials – 
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like clay and the linoleum floor – as I facilitate a series of experiments.[fig.99-100] 
By pressing clay into the surface of the steel, a fine film of rust emerges.The clay 
dries and I coax it off the metal plate. A powdery orange residue clings to both. 
Proposing an alternative to hylomorphic ideas of the individual as an end point, 
through the metaphor of moulding as an imposition of form onto matter, Gilbert 
Simondon’s concept of modulation, instead, suggests a process of individuation 
where individuals (whether it be a being, species, thing, idea) are produced through 
positive difference.20 The hylomorphic model posits that matter is inert and passive 
until formed by an outside force.21 In contrast, modulation occurs in encounters 
between two different dimensions, which produce a third dimension (or 
singularity) through exchange. Rather than understanding the relationship between 
mould and clay – or in this case steel and clay – as a unidirectional pressing of form 
onto matter, modulation is a process of becoming, where connections between 
disparate elements open up spaces for new forces to occur and intermingle. These 
encounters are a continuous build-up of material memories, inscribed, or inscribing 
themselves in the other. The steel captures marks and surfaces leftover from its 
meeting with the clay. Long after the clay is removed, these marks continue to 
proliferate, rust becoming both a residue of a past encounter, and a self-sustaining 
growth on the steel face. Likewise, the clay, holding on to the surface of steel, is 
repeatedly transformed through firing. In a kiln the clay vitrifies, and the remnants 
of steel are reconstituted. The metallic marks melt into the clay. With each firing the 
20 Anne Sauvagnargues, Artmachines: Deleuze, Guattari, Simondon. Translated by Suzanne 
Verderber (Edinburgh: Edinburgh University Press, 2016), 69.
21 Manuel De Landa, Assemblage Theory (Edinburgh: Edinburgh University Press, 2016), 142.
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clay and steel renegotiate their relationship in an ongoing material exchange, or 
modulation. At the warehouse in Großstolpen, Simondon’s third dimension 
manifests in encounters between excavators and earth. Excavation can be understood 
as a practice of producing knowledges through modulation, where hands and earth 
take the positions of mould and clay, modulating within a creative field of expression 
that is the well.
Digging, at sites of excavation, creates spaces of multiplicities, where disparate 
timescales mix through embodied, geological, and material encounter. In my studio, 
these mixings play out, as material exchanges – between paper, graphite, steel, clay, 
rust, etc. – complicate linear trajectories of practice. My studio operates as a 
parallel site to the LBK well excavation, where experiments with connections 
between objects, and their ongoing impressionable consequences, produce an 
obfuscation of origins. No single object came first. Surfaces collect traces of one 
another, while undergoing self-sustaining transformations of their own. Excavation 
practices offer a method for understanding my studio space as an ecology of material 
relations which become tangled through ongoing exchanges. If clay holds deposits 
of steel, which in turn spills rust onto the floor, which is then used as the basis of 
a drawing, which is later pressed onto another piece of paper – and all of this back 
again in a different order – then throughout the course of these transactions a 
material complex between forms is created. Like the colliding creative gestures of 
the well excavation – e.g. stone adze and trowel – the accumulations of marks 
embedded through reciprocal transference in the forms in my studio generate a 
process of learning within affective encounters. Material shifts, moments of touch, 
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and overflows of material affect, have produced a space in my studio where 
transformative exchanges between surfaces can be used to unpack formations of 
intermingling material knowledges and histories. Both studio and excavation site 
offer ways of learning from one another. As the sites of excavation within my project 
have assisted me in developing an understanding of studio practice through material 
and temporal encounter, the staged meetings between materials in my studio have – 
in return – helped me to grapple with mixed timescales and tangled material 
exchanges at sites of excavation. 
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CHAPTER TWO 
Book-Making As A Methodology For Site-Based Research Practice
                                                                                                                                         
The more time I spent at each site, the more unsettled I became. The relentless 
movement of material, and resituating of information, kept me on my toes. In 
Droßdorf, Caterpillars roamed around scooping up dirt and depositing it in piles. A 
giant bucket-scoop excavator meandered along the edge of the mine: a spectre in the 
distance. At the warehouse in Großstolpen the severed well is inverted, redefining 
itself as it shoots upwards, and gradually unravels. The well isn’t actually a ‘well’. It 
is a collection of material that has been dislocated and taken apart. It is a collection 
of material that at one point in time – thousands of years ago – converged, 
producing an intricate sited and social scenario in aid of drawing water from the 
ground. Through excavation, the well is recontextualised as a field of encounters, 
where knowledges evolve out of an active redistribution of material layers. 
These shifting sites demanded an equally mobile approach to research. By situating 
my practice at points of connection between material, social, historical, and 
embodied forces, at sites of excavation, my work evolved within a context of 
endlessly fluctuating relations. Throughout this project I have developed an approach 
to book-making, where I understand books to be spatially and temporally contingent, 
both in their production, and their reception. Within this paper, I am proposing a shift 
in rethinking book-making through practice, as a methodology for spatial research. 
Over the past century, much has been said about books made by artists, and how they 
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operate as artworks. This field largely focuses on books as objects, whether 
collections of prints and photographs, performance documentation, or sculptural 
forms.22 In this chapter I will expand on thinking done by others around material, 
experiential, and temporal qualities of books, to offer an alternative to defining books 
through objecthood, by exploring ways in which a creative practice of book-making 
can be used as a framework for site-based spatial research, with specific reference to 
sites of the LBK well excavation. This chapter addresses an overarching 
methodology for book-making, and will be followed by subsequent chapters where I 
will unpack these ideas with reference to three specific works that I have developed 
over the course of this project.
Making books has been a consistently important part of my practice, providing a 
space for me to explore transitory relationships between information, images, 
surfaces, and narratives in the flickering pages of a book. An example of such a book 
is After Firing (2015), which accompanied a larger project by the same name, where 
I created a series of surfaces from material and spatial experiments undertaken during 
the project, collecting and distributing them through publication.[fig.113-114] My current 
project explores how books can operate spatially within a site, where they contribute 
to the complex of unique conditions that make up that site. Each of the three books I 
have made is malleable, and unfixed, echoing the churning of information and 
material at the excavations in Droßdorf and Großstolpen. These books participate in 
22 An example of this is Artists’ Books: The book as a work of art, 1963-1995, by Stephen Bury, 
where artists’ books are defined as “books or book-like objects, over the final appearance of which an 
artist has had a high degree of control; where the book is intended as a work of art in itself.” Stephen 
Bury. Artists’ Books: The Book as a Work of Art, 1963-1995 (Hants, England: Scolar Press, 1995), 1.
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their context, actively absorbing, transmitting, and transforming material in 
interactions with their surroundings. Michel Foucault states that a book “is a node 
within a network,” not an autonomous, self-reflexive entity.23 While conducting 
fieldwork this understanding of books – as meshed within a context – helped me to 
frame my own movements, resulting in the three works I will discuss throughout this 
research paper: when I gathered and altered sited material (e.g. clay from Droßdorf), 
I was participating in a restructuring of geological and informational layers at sites 
of excavation; when I wrote accounts of my experience visiting each site, writing 
allowed me to situate myself, while engaging sites spatially through a process of 
narrative-building and storytelling; and when I took part in an experimental 
archaeology workshop, restaged contact between hands, tools, and timber, became a 
way to connect with embodied gestures over time.
In his text The New Art of Making Books, artist Ulises Carrión defines a book as a 
“space-time sequence,” where it – in both its making and reading – is conditional on, 
and contributing to, a specific spatial and temporal system.24 In their production and 
reception, each book produces a “here and now,” a cut that temporarily 
intersects distinct forces to create a singular, situated moment.25 Throughout this 
project, book-making as an approach to fieldwork at sites of excavation, along with 
the excavation itself, is engaged with as a creative act that opens up a present, or 
temporal slice, between the maker/reader/digger and their sited intervention. The 
books I have made were generated by, what Miwon Kwon (referencing James 
23 Foucault, The Archaeology of Knowledge. 26.
24 Carrión, Quant aux livres/On Books, 131.
25 Ibid., 137.
[115]
[116]
[117]
20
Meyer’s The Functional Site) describes as, “an itinerary, a fragmentary sequence of 
events and actions through spaces.”26 Rather than defining each site through their 
geographical limits, or a book through the stiches, staples, and glue of their binding, 
Carrión’s “here and now,” and Meyer’s “wilfully temporary… chain of meanings,” 
frame the sites and books of this project through fleeting moments.27&28 When 
applying these ideas to fieldwork in Droßdorf and Großstolpen, my books became a 
process of mapping, offering me a way of navigating the sites of the LBK well 
excavation, and participating in each site through book-making. 
Echoing Jorge Luis Borges’ spatial metaphor of The Book of Sand, where “neither 
sand nor this book has a beginning or an end,” Carrión claims that books reject linear 
language.29&30 Carrión refers to both the language (words) contained within books – 
which deviate from linearity through external conversational encounters in reading 
and writing – and a formal language of books as objects – where surfaces are 
shuffled and reshuffled, and layers constituted and reconstituted, in connections with 
one another. This constant mobility – discursive and material – means that through 
a rejection of linearity, books remain unfixed and unfinished. They are active and 
mobile cultural producers, and not closed and finite tombs/tomes. Within my 
project these books generate meanings through renewed sited encounters in making 
and reading. They are a method for sharing with the sites of the LBK well, where 
26 Miwon Kwon, One Place after Another: Site-Specific Art and Locational Identity  (Cambridge, 
Mass: MIT Press, 2002), 29.
27 Carrión, Quant aux livres/On Books, 131.
28 James Meyer, “The Functional Site,” Documents 7, Fall (1996): 21.
29 Jorge Luis Borges, The Book of Sand (New York: Dutton, 1978), 119.
30 Carrión, Quant aux livres/On Books, 189.
[118]
[119]
[120]
21
knowledges are produced as layers of earth are redistributed, and chronologies are 
endlessly malleable. Book-making onsite was a working-process where my spatial 
experiments with material and narrative, were not predetermined, but emerged within 
the complex of continuously variable relations that make up the sites of the well. In 
her book The Century of Artists’ Books, Johanna Drucker references Jacques 
Derrida’s writing on writing, saying that “by being in a constant state of becoming, 
the book may be [with] the world, not its representation or surrogate, but as itself, in 
all of its unlimited, infinite entirety – never static and complete, always becoming.”31 
It is this becoming-with-site that I am proposing for a practice of book-making as 
spatial research, where books remain open to, and active in, creative productions of 
knowledges through generative sited encounters.
During his film The Spiral Jetty (1970), Robert Smithson narrates that, “The earth’s 
history at times seems like a story recorded in a book, each page of which is torn into 
small pieces. Many of the pages and some of the pieces of each page are 
missing.”32&[fig. 122-123] At the LBK well excavation, histories and knowledges are 
partial and disjointed, evolving as fragments are rearranged and recontextualised. 
Like the well excavation, a book can be thought of as a field of encounters, where 
31 I added ‘with’ to this quote to distance Derrida’s idea from Stéphane Mallarmé’s concept that “All 
earthly existence must ultimately be contained in a book.” Like both Carrión, and Deleuze and 
Guatarri, I find Mallarmé’s relationship with The Book as an image of the world difficult to stomach. 
Instead, I look to Donna Haraway, where “Becoming-with, not becoming, is the name of the game.” 
Johanna Drucker, The Century of Artists’ Books (New York: Granary Books, 1995), 41. Carrión, 
Quant aux livres/On Books, 181. And, Gilles Deleuze, and Félix Guattari. A Thousand Plateaus: Capi-
talism and Schizophrenia (London: Athlone Press, 1988), 11. And, Haraway, Staying with the Trouble: 
Making Kin in the Chthulucene, 12.
32 The Spiral Jetty. by Robert Smithson, 1970, 16mm film, colour, 32:00.
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discourse evolves out of provisional, situated material, temporal, and embodied 
exchanges. In A History of Madness, Foucault describes a book as an ‘event’; a point 
where multiple strains of thought converge, and where each reading and rereading 
engages in the production of a singular transformative experience.33 When applied 
to my work onsite, this idea of an ‘event’ has manifested materially – as facilitated 
activities like digging clay, and firing ceramic forms – and discursively – through 
talking, writing, and storytelling. Each of these events engages the particular book, 
Foucault says, as a “game of repetitions” where spatial and discursive encounters 
force the book to repeat, re-performing itself through exchanges, and creating a 
unique contextual arrangement each time.  The three books I will discuss 
throughout this research paper grew out of such repetitions, where retellings of 
stories, or restaged gestures, fed back into the sites of the LBK wells through a 
fragmented sequence of distributed events. In the following three chapters I will use 
each of the books I have developed as a tool for navigating the sites of this project, 
demonstrating a practice of book-making as a methodology for site-based spatial 
research.
33 Michel Foucault, History of Madness. Translated by Jean Khalfa (New York; London: Routledge, 
2006), xxxvii.
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CHAPTER THREE
Book One: Distributed Events And Material Encounters 
                                                                                                                                         
and murmured, the first of the three books I will discuss in this paper, was made 
during my research trip in 2017. It is a collection of A4 ceramic sheets, made from 
clay gathered and fired onsite at the lignite mine in Droßdorf, before being installed 
at the base of the well excavation in Großstolpen.[fig.127] Each page captures a series of 
marks, extrapolated from the process of the well’s unburying: scrapings of a trowel, 
the surface of a deteriorated oak, fingerprints, cracks and fissures. Within the pages of 
and murmured residue of variable moments and material processes converge, 
creating new associations as the work shuffles around the base of the well’s crate. 
Accompanying the ceramic forms is a text made from fragments of writing I did 
onsite over the course of my fieldwork.[fig.129] Ceramic sheets, and text, contribute to 
a growing mass of material, spilling out from the well and onto the concrete floor of 
the warehouse, as the excavation continues. 
The production of this work offered me a path by which to navigate the excavations 
in Droßdorf and Großstolpen, participating in each site through a sprawling series of 
material transformations.  When I dug for clay, my digging became part of a complex 
of digs; paralleling the activity of the Caterpillars and shovels of the archaeological 
excavations, and the giant earthmover at the edge of the mine. The hole of the pit kiln 
where I fired the clay sheets became one of many holes; alongside the hole of the 
mine in the distance, the holes of the excavations, and remnants of pits dug thousands 
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of years ago. The fire that baked the ceramic pages was one of many fires; like the 
coal burning in the power plant on the horizon, and the residue of hearths discovered 
in excavations. In framing each of my movements in their relation to many, I had 
two main goals. The first was that every stage of this process – the dig, the hole, the 
fire – was used to intersect spatial and temporal multiplicities, slicing through distinct 
times and spaces to connect with past and present material transformations at each 
site. The second aim was to create intersections between two research practices – art 
and archaeology – in order to engage multifarious explorations of sited histories. 
During my fieldwork I developed a sited methodology that brought these two fields 
of knowledge and practice together, where digging, restaging, and material 
experimentation all became methods of creative enquiry into the many histories 
present in Droßdorf and Großstolpen. My project approaches interdisciplinary 
research, through sited and material practice. In this chapter and murmured will act 
as a guide through sites of excavation, via a series of mediated events, where 
practices of digging and firing are used to engage with transformations of material 
histories through situated material encounters. 
Excavation moves through layers of earth, marking distinct periods in time. Ground 
surfaces block visibility, so hands and tools feel their way through the layers, 
grasping at things that were last held by the people who made them. As material 
is recovered, it is added to an evolving system of wayfinders, used in an attempt 
to answer questions of pasts, which in turn might give insight into evolutions of a 
localised present. Passed from hand to hand by bodies that will never meet, a cut in 
the earth connects temporally discrete creative gestures, allowing them to become 
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co-present through touch. Returning briefly to the discussion on modulation from 
Chapter One, these embodied encounters (between excavator and earth, between 
temporal multiplicities) create a space where material histories are continuously 
worked and reworked in transformations of knowledge. Modulation provides a way 
of understanding digging as a creative force, through ongoing reciprocal exchange 
between diggers and ground.34
In his essay The Storyteller Walter Benjamin argues for storytelling as an alternative 
to the telling of information. Unlike information, which “does not survive the 
moment in which it is new,” stories are able to retain relevance and vitality through 
acts of retelling.35 Stories escape redundancy through transference and transformation 
between individuals. Each retelling is a reinterpretation of material, a metamorphosis 
that allows that material to be renewed through a creative process of exchange – 
“traces of the storyteller cling to the story the way the handprints of the potter cling 
to the clay vessel.”36 and murmured adopts this idea of storytelling, and applies it 
materially. Excavation, like storytelling, is a transformative process, where histories 
are told and retold, as objects are passed between hands, between individuals, 
between moments in time. Similarly, the pages of and murmured are open to constant 
material shifts. 
During this project I have come to understand archaeological practice as a parallel 
34 Sauvagnargues, Artmachines: Deleuze, Guattari, Simondon, 69.
35 Walter Benjamin, “The Storyteller.” in Illuminations, edited by Arendt, Hannah (New York: 
Schocken Books, 1986), 90.
36 Ibid., 90.
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creative practice to art-making. My fieldwork, then, became a way of connecting 
with the sites of the well, and practice of excavation, through creative production; 
digging, a way of sliding into the sites, as a vastly complex, and densely layered, 
field of activity. This work looks back to Foucault, offering and murmured, as a 
“node within a network;”37 the network – a network of digging, a network of 
knowledge production, a network that churns – throwing up new meanings, and 
new understandings of localised histories, through a series of facilitated, distributed 
events.
In her work Open Vase Central Leader Widow Maker (2017) Yasmin Smith 
approaches site (the Shepparton area in Northern Victoria) through similarly 
distributed activities.[fig.137] Focussing on three prevalent tree species from the region 
– Sundowner apple, Beurré Bosc pear, River Red Gum – Smith set about gathering 
more than a tonne of tree branches from local fruit orchards, and the banks of the 
Goulbourn River, transporting them back to her studio.38 She made moulds, and slip 
casts of the branches, before using the timber as a foundation for glazes, to colour the 
fired ceramic objects. The title is made up of three pruning techniques, used 
specifically for each of the three tree species – Open Vase and Central Leader used in 
fruit orchards, and Widow Maker referring to the way gumtrees drop their 
branches. Each of these terms signals a transformative encounter between body and 
tree; a removal and alteration of sited material, which was later returned and 
exhibited at Shepparton Art Museum. Installed in a gallery, the work recalls the 
37 Foucault, The Archaeology of Knowledge, 26.
38 Anna Briers, “beyond materiality: histories re-thought and re-imagined.” in 2017 sidney myer fund 
australian ceramic award, catalogue (Shepparton: Shepparton Art Museum, 2017), 13.
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dispersal of its making. With every repeated cut of a branch from its tree, a myriad 
of local histories was stimulated into a present moment; each tree bearing witness to 
specific situated events of displacement, resettlement, and harvest.39
and murmured engages a similar approach to fleeting and repeated gestures, where 
localised histories echo throughout staged material transformations. On my first visit 
to the excavation at Droßdorf I was shown a patch of earth that had been charred by a 
ceramic firing during the LBK.[fig.139] Remnants of fires are often excavated. Fire 
itself, however, is momentary, existing only at the point in which it is present. The 
firing of and murmured, warmed the ground, remembering fires thousands of years 
ago, from a culture now defined by its use of ceramics.[fig.140] As the fire burned 
throughout the day, archaeologists working on the excavations in Droßdorf came to 
sit, talk, and watch the flames. In the weeks following the firing, an archaeologist 
excavated the pit, recording the depth of transformation of earth as a result of the 
extreme heat of the fire. They cut cross-sections through the pit’s wall, revealing 
layers of vitrified clay; red, white, yellow, white, orange.[fig.141-144] The residue of the 
firing of and murmured entered into a system of past fires, where heat irreversibly 
altered the dirt. My work was then fed back into a stream of archaeological 
knowledge, where the firing of ceramic sheets intersected discrete moments in time. 
In Smith’s work, the firing of clay branches recalls post-pruning bonfires in fruit 
orchards, and seasonal campfires along the river.40 Glazes used, made from the burnt 
ashes of gathered branches, make visible imperceptible moments of material 
39 Smith, Yasmin. “Open Vase Central Leader Widow Maker,” unpublished essay, 2017, 3.
40 Ibid., 6.
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metamorphosis that each piece of timber underwent in the fire.41 Like and murmured, 
each material shift occurs at a point of encounter – between bodies and trees, 
branches and clay, timber and fire.
Encounters – material, temporal, embodied – are creative disturbances, “rupture[s] 
in our habitual modes of being and thus in our habitual subjectivities…produc[ing] a 
cut, a crack.”42 These fractures make space for new understandings of material 
histories to manifest through processes of active fragmentation. In and murmured 
material fragments – the dispersal of loose pages, a series of disjointed events, and 
the fissures that formed in the clay during drying, firing, moving – suggest a way of 
thinking through fragmented knowledges, where understandings are formed and 
re-formed as materials splinter and crack. Like Smith’s scattered branches, I have 
produced a series of fragments that draw together to trace a partial whole; where 
fleeting connections offer momentary access into elusive pasts. In the context of the 
LBK well excavation, fractures occur literally – through digging disconnected from 
the ground, and in the breakdown of materials43 – and metaphorically – through the 
study of archaeological features that provide only a partial glimpse into a material 
past.
and murmured developed from a sequence of sited encounters, producing a network 
of fragments. Each event provisionally restaged and reassembled local material 
41 Ibid., 4.
42 Simon O’Sullivan, Art Encounters Deleuze and Guattari: Thought Beyond Representation (New 
York; Basingstoke: Palgrave Macmillan, 2006), 1.
43 e.g. sliced cross-sections of timbers for dendrochronological analysis.
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histories in Droßdorf and Großstolpen. In her essay, Honoring Ambiguity/
Problematizing Certitude, Joan Gero proposes reframing archaeological practice 
through feminist critiques of knowledge production, offering an approach to 
excavation and interpretation of material histories as always partial and provisional.44 
Faced with consistently fragmented material situations at sites of excavation,45 Gero 
suggests that through an acknowledgment, and embrace, of ambiguity in 
archaeological records, a more complex and multilayered understanding of histories 
is possible. Rather than “cleaning the data” – removing discontinuous or irregular 
traits that might disrupt singular readings of archaeological features – 
material erosions and complications offer grounds for productive and multiple 
readings of material histories to take place.46 Gero’s provisionality marks a present 
moment; a moment re-formed out of meetings between a multiplicity of pasts. My 
work acts as a proposition for rethinking the LBK well excavation through its 
provisionality. Through creative material practice, and murmured became a practical 
way for me to contribute to ongoing exchanges of material knowledges at sites of 
excavation. During the creation of a collection of material fragments, and a sequence 
of fragmented events, my work reframed the LBK well excavation as an ongoing, 
productive, accumulation of partial knowledges. 
Empirical truths based on observation are undermined when the thing being observed 
is observed by many – as in the case of the well. The excavation produces, and is 
44 Gero, “Honoring Ambiguity/Problematizing Certitude.” 311.
45 A consequence of both the inevitable decay of archaeological material across time, and of the 
nature of excavations as a slice through the earth.
46 Gero, “Honoring Ambiguity/Problematizing Certitude,” 320.
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produced by, a network of encounters – temporal, material, social, skilled – where 
knowledges are contingent on multilayered retellings; where multiple forces create 
a context for new understandings to continuously form and re-form. In the 1980s, 
archaeologist, Ian Hodder began writing about ‘reflexive archaeology’, or 
post-processual archaeology.47 ‘Reflexive archaeology’ attempts to break down 
hierarchies, modes of classification and categorisation, questioning the role of 
interpretation in excavation processes, by emphasising the presence of subjectivity. 
Hodder proposes an alternative to traditional methods of archaeological excavation, 
which tend to approach acts of digging as separate from acts of interpretation, and 
observational data as a hylomorphic imposition onto matter. Instead, “reflexivity, 
contextuality, interactivity, [and] multivocality,”48 offer lenses through which to 
understand excavation sites – and the data accrued – as unfixed, and on a continuous 
path of becoming. Hodder destabilises ideas of the solidification of truth and fact in 
readings of history, instead opting for a fluid approach to knowledge production that 
favours a blurring of boundaries, through a framework of material and social 
multiplicity. and murmured was a tool for me to participate in this framework at 
the LBK well excavation, where I contributed to multivocal excavation dialogues 
through creative, material practice.
and murmured engages excavation sites in Droßdorf and Großstolpen as networks of 
repetitions; repeated encounters through digging leading to a reordering of material 
histories, in the creation of singular moments of analysis. In her essay Geologic life: 
47 Hodder, “‘Always Momentary, Fluid and Flexible’: Towards a Reflexive Excavation 
Methodology,” 692.
48 Ibid., 698.
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prehistory, climate, futures in the Anthropocene, Kathryn Yusoff says, digging 
“disorders and reorders epistemologies of knowledge.”49 In this case, Droßdorf – a 
site where digging has been a mainstay for thousands of years – and Großstolpen – a 
site of digging, disconnected from the earth – are both spaces where repeated acts of 
digging mobilise material histories, in productions of unfixed material knowledges. 
In his book Difference and Repetition, Gilles Deleuze writes, “Learning takes place 
not in the relation between a representation and an action (reproduction of the Same) 
but in the relation between a sign and a response (encounter with the Other).”50 
Repetitions – repeated gestures of sited digging across thousands of years – indicate 
spaces of learning through differential encounters. Here, repetition constitutes an 
encounter with difference, between bodies and earth in excavation, opening spaces 
for malleable knowledges to be produced through creative sited practice. 
The repeated encounters facilitated during the making of and murmured created a 
back and forth with each returned gesture of digging, where material histories were 
continuously worked and reworked, through an ongoing reciprocal exchange 
between diggers and ground. Yusoff articulates this exchange within the framework 
of an inter-temporal conversation between two fossils – one future, and one past – 
proposing a mobilising of origins, where, “the geologic criss-crosses corporeality.”51 
In the context of Droßdorf and Großstolpen, this ‘criss-cross’ between earth and 
49 Yusoff, Kathryn. “Geologic Life: Prehistory, Climate, Futures in the Anthropocene.” Environment 
and Planning D: Society and Space 31, no. 5 (2013): 789. doi: 10.1068/d11512
50 Gilles Deleuze, Difference and Repetition. Translated by Paul Patton (London: Athlone Press, 
1994), 27.
51 The future fossil of the Anthropocene, and the past fossil of humanity’s beginnings. Yusoff. 
“Geologic Life: Prehistory, Climate, Futures in the Anthropocene,” 779.
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bodies, marks a mobilisation of material histories, through digging. and murmured 
emerged from repeated acts of digging and making, as each page evolved out of a 
system of material and embodied encounters, mobilising material histories through 
ongoing transformative exchanges.
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CHAPTER FOUR
Book Two: Writing And Situated Storying
                                                                                                                                         
The second book I will explore in this paper culminated in a collection of short 
stories I developed from writing done onsite throughout my fieldwork. Each story 
recounts a specific moment of encounter; either a sited experience of my own, or one 
relayed to me by others. As I visited excavation sites, I furiously wrote notes in my 
diary, typing them up at the end of every day. I jotted down names, dates, anecdotes, 
references, weather patterns, impressions, conversations, vibes, sounds, smells. This 
growing body of writing was a way for me to locate my experiences, and pre-empt 
my own flawed memory. During my fieldwork, obsessive note taking evolved into 
a strategy for storying. I didn’t write to record, I wrote to situate myself, materially 
and spatially, embodying a position of sited encounter through narrative-building. In 
writing stories onsite, narrative structures allowed me to distil precise movements 
between below- and above-ground at sites of excavation: water flowing from the 
earth, objects buried underground, hands reaching into holes. In this chapter I will 
work through my writing practice to look at ways that the sites of the LBK wells can 
be navigated via stories. 
Through storytelling, histories are not something that happened, but are happening, 
not something that has finished, but is constantly renewed via retellings. Through 
storytelling, histories become shared, spaces become shared. Situated encounters 
make possible a process of sited and storied learning. Drawing briefly on Donna 
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Haraway’s idea of “storied place…story place, this place, not just any place,”52 I 
understand storying onsite to be located within a vast, complex, and multilayered 
swamp of meanings, where multiple voices, materials, histories be-/come together in 
a web of translations.  These translations are not a movement away from the sites of 
the LBK well. Storied translations are a method for inhabiting these sites, 
moving through them, learning from them, and connecting with them, in 
transformative retellings. 
Storytelling happens within differential encounters. For Hannah Arendt, in The 
Human Condition, stories evolve as a “subjective in-between,” where “action and 
speech go…between people and therefore can relate and bind them together.”53 
The case of the LBK well sites means this “subjective in-between” occurs not only 
amongst people, but is situated within specific material, temporal, and geographical 
encounters. Situated stories emerge from fields of multiplicities, where ongoing, sited 
exchanges tell and retell, write and rewrite, form and re-form. Arendt’s “subjective 
in-between” undermines ideas of ownership, authorship, and origin, as stories reach 
out of, and into, multiple material and temporal directions.54 
Arendt’s ideas of storytelling draw parallels with Kathryn Yusoff’s essay Geologic 
subjects: nonhuman origins, geomorphic aesthetics and the art of becoming 
inhuman.55 In her paper, Yusoff investigates the formation of subjectivity within 
rock art, using the ‘Birdman’ of Lascaux, in Southern France, and the Gwion Gwion 
52 Haraway, Staying with the Trouble: Making Kin in the Chthulucene, 39.
53 Arendt, The Human Condition, 183-4.
54 Ibid., 184.
55 Kathryn Yusoff, “Geologic Subjects: Nonhuman Origins, Geomorphic Aesthetics and the Art of 
[160]
[161]
[162]
35
figures, in Kimberley Western Australia, as examples of a sharing of geologic time 
between non/inhuman forces.56 The ‘Birdman’ is imaged in pigment created by 
heating and crushing animal bones, and the Gwion Gwion’s are painted with ‘living 
pigments’ where bacteria sustains and renews the colour of the paint.57 Using these 
two examples, Yusoff proposes a queering of human origins, where the rock of the 
caves’ walls and the material of the paint itself both hold agency within a 
cross-species geo-collaboration. The ‘Birdman’ and the Gwion Gwion’s are spaces 
for ecologies between human, nonhuman, and nonlocal materialities to be brought 
together, allowing mixed origins, and mixed inheritances, to become co-present.58 
For Arendt, these mixings happen through storytelling, where transformative 
retellings generate an inter-subjective co-present.59 Stories are inheritances, produced 
through ongoing situated encounters. Similarly, histories – material, temporal, 
embodied – are not made or authored.60 Instead, leaning on Arendt and Yusoff, these 
histories are constituted and reconstituted, through sharing. During my fieldwork I 
have used writing as a method for connecting with, and participating in shared 
material histories at sites of excavation.
The bulk of writing that I did onsite sparked a string of translations. I sifted through 
my notes, pulling out details and duplications to develop into pieces of text for 
publication. Like the material fragments discussed in previous chapters, my writing 
Becoming Inhuman.” cultural geographies  (2014): 1. doi: 10.1177/1474474014545301
56 Ibid., 1.
57 Ibid., 1.
58 Ibid., 15.
59 Arendt, The Human Condition, 183-4.
60 Ibid. 184.
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Hills moved.
Objects hid under the surface, leaving only a dim trail 
behind. When the ground was wiped back, a shadowy 
outline appeared. On the still landing hovered a question 
of detonation. Steady hands dug down, marking out the 
fill in an uncertain chronology. Speak of explosion 
pre-empted a bomb that never existed. Soil was gradually 
lifted, and the prediction of a rounded metal casing, was 
replaced with the timber shaft of a well.
tended to skate around a whole without making that whole explicit. The well 
excavation momentarily makes visible, times, spaces, and material moments that are 
inevitably out of reach. What emerged from my writing practice was a series of 
disjointed accounts, where multiple strains of enquiry coalesced in the relaying of 
sited stories. One example of such a narrative came from an anecdote told to me, 
detailing the moment the well was discovered at the edge of the lignite mine in 
Droßdorf.[fig.166] During World War II this area was heavily bombed, in an effort to cut 
ties to energy deposits. Bombing is now evident in archaeology, with live 
ammunition and shells often found during archaeological excavations. When the hole 
of the well was uncovered, it was mistaken for a hole made by an unexploded bomb. 
Using storytelling, I have engaged this example of misinterpretation and 
reinterpretation as a point where multiple timescales converge, and the well adopts 
various roles in mutable readings of material histories.
The LBK well excavation slowly works its way through layers, sedimented as 
strata and signifying distinct periods in time. Rather than providing clarity, or a clear 
lineage of creative production, excavation confuses attempts at single trajectories of 
heritage. In his book, The Politics of Storytelling, anthropologist, Michael Jackson 
expands on Arendt’s notion of storytelling, saying that, “one may no more recover 
the “original” story than step into the same river twice. The fault is not with memory 
per se, but an effect of the transformations all experience undergoes as it is replayed, 
recited, reworked, and reconstrued.”61 Similarly, the book of fragmented stories that I
61 Michael Jackson, The Politics of Storytelling: Variations on a Theme by Hannah Arendt. Second 
ed.  Vol. 3., (Copenhagen: Museum Musculanum Press, University of Copenhagen, 2013), 41.
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As the topsoil was removed, a patch of discoloured 
earth became visible. It was grey, dull, and reached out 
to maybe a couple of metres in each direction. The hole 
was solid – solid enough to walk across, and solid 
enough to have sat undisturbed for longer than living 
memory could recall. 
Little over seventy years earlier, bombs had fallen from 
the sky. Most exploded as they hit the ground, 
severing ties to vital energy deposits. A small few buried 
themselves in the soft loam, preserving a giant blast in a 
deep breath. In the following decades the ground found 
a level. Grass grew, seeds spread, and flowers blossomed. 
Roads were built, and unbuilt, and rebuilt. Towns moved. 
I climbed up the scaffolding, and looked down into the 
well, full of sediment that had solidified into layers over 
the past 7000 years. Leaning over the side of the crate, 
I grasped the edge of the well, performing a gesture of 
steadying myself, while knowing that any excess pressure 
could cause the waterlogged timber to crumble beneath 
me. As I pulled my hand away, flakes of wood stuck to my 
palm. I wiped them off on my jeans, and some fell to the 
floor, mixing with dust that had blown in through the open 
door, or travelled inside on the soles of boots.
have developed through this writing process operates, as Johanna Drucker describes, 
as “a field which belies the linear notion of a history with a single point of origin…
[instead, it is] a field which emerges with many spontaneous points of origin and 
originality.”62 During my fieldwork, stories emerged through layered encounters 
between disparate timescales, coming together within a book to create new relations 
between singular moments in time. Drucker understands a book as a “zone of 
activity,” where multiple forces cross-pollinate in a creative pool of associations.63 
Within my book of stories this “zone of activity” developed as distinct narratives 
were formed through specific sited encounters, and as the collection of stories inform 
and affect one another as they are reordered and retold.64  
As I moved through the sites of the LBK wells, I picked up snippets of information 
along the way, bringing them together as words on a page. These stories shaped my 
experience of being onsite, at the same time as offering a method for negotiating 
embodied movements in liminal, geological spaces through prose. Jackson describes 
stories through experiential transformation, saying stories “are experienced and 
enacted in and through the body.”65 This “through the body” alludes to an 
embodied mapping process, a practice of traversing a site through stories.66 I rested 
a hand on the edge of the well, with timber flakes sticking to my skin as I peeled my 
palm away.[fig.170] A narrative line was drawn between this moment of touch, and the 
62 Drucker, The Century of Artists’ Books, 2.
63 Ibid., 2.
64 Ibid., 2. 
65 Jackson, The Politics of Storytelling: Variations on a Theme by Hannah Arendt, 46.
66 Ibid., 46.
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softening of that timber over thousands of years of being buried underground.[fig.171] I 
used this connection of spaces and timescales through storytelling as a navigational 
tool in accessing the sites of the LBK well excavation. Jackson’s experiential and 
embodied understanding of stories moved towards fictionalised accounts of lived 
experience, when translations of experiences (my own and other’s) opened up 
spaces for not only new associations, but also a narrative blurring of fact with fiction 
in embodied movements through sited histories.
To write onsite (and on site), is a process of translation and navigation. By translating 
my experience of inhabiting the sites of the wells, I also allowed my experience to 
be guided by my practice of writing. When Maria Fusco’s radio play, Master Rock 
(2015), was developed, and performed, in a power station deep inside Ben Crauchan 
– one of the tallest granite mountains on the west coast of Scotland – her work 
inhabited a similar space of sited translation.67&[fig.172] Master Rock intertwines 
embodied encounters with a subterranean space, through voice, delving into 
localised histories, mythologies, and technologies to form the play’s narrative 
structure. Fusco brings together three voices in a fractured conversation: Elizabeth 
Falconer, an amateur artist who created a large parquetry mural in the turbine hall, 
for the opening of the power station in 1965; John Mulholland, one of the tunnel 
tigers who blasted through the granite mountain to create a cave large enough to 
house the power station; and the voice of the Granite itself.68
67 Maria Fusco, “Master Rock.” soundcloud audio, 42:17. originally performed as radio play on BBC 
Radio 4. Added October 15, 2015, https://soundcloud.com/artangel-2/master-rock
68 Maria Fusco. Master Rock (London: Artangel and Book Works, 2015), 3.
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This was told to me in passing:
She said it was like crying. The timber was spongy and 
soft. Any cellulose had long since disappeared. Stuck in 
wet soil, the wood’s structure wore down. It was softer 
than the earth compacted around it, and when it was 
finally hauled to the surface it held imprints from every 
passed hand of the lift. Resting unsupported for the 
first time since it stood upright, each grain seized the 
next. The soggy plank relaxed, gasping at the air. 
Within minutes the waterlogged surface began to drain. 
She remembered hearing a quiet sound: a flickering, 
crackling, twitch. As they dried, the fibres holding the 
timber together began to shrink. One by one, they 
snapped, singing out in unison.
Fusco’s writing is both a fictionalised experiment into localised material histories, 
and embodied in real time. During the performance the actor’s voices were affected 
by the thin air in the depths of the mountain, drawing a shortness of breath as they 
followed the script.69 Through literal inhabitation of the gigantic cavern of the 
power station, and the ascription of a ‘voice’ to the earth, Fusco engages spatially, 
and narratively, in a gradual mixing of human and nonhuman expression 
underground. A similar muddying of human/nonhuman articulation happens in 
Elizabeth Jolley’s novel The Well, where the voice of a murdered man emanates from 
the depths of a well, mixing with the sounds of gurgling water, and echoing wind.70 
This story is one of many where well-spaces act as chambers from which 
multi-species and geologic voices reverberate.71 In my own stories, such voicing 
happens as the well’s excavation supports a web of embodied and dialogical 
interactions between excavators and earth, and also through sited accounts like one 
relayed to me, where waterlogged timbers cried out as they dried and collapsed.[fig.171]
Master Rock is a build-up of narrative layers, where an embodied inhabitation of the 
site inside the mountain allows mixed associations and disparate historical 
trajectories to become co-present through storytelling. The play is a conversation 
over time, with the three characters each belonging to a specific age, and coming 
69 Maria Fusco and Joanna Walsh. “Talk: Master Rock.” soundcloud audio, 41:20. Maria Fusco in 
conversation with Joanna Walsh, London, May 4, 2016, https://soundcloud.com/artangel-2/talk-mas-
ter-rock-maria-fusco-in-conversation-with-joanna-walsh
70 Elizabeth Jolley, The Well (Camberwell, Vic: Penguin Books, 2009), 199.
71 Others include Haruki Murakami’s Windup Bird Chronicle, and Andrei Tarkovsky’s film Ivan’s 
Childhood. Haruki Murakami. The Wind-up Bird Chronicle. Translated by Jay Rubin. (London: 
Harvill Panther, 1999), 163. And, Ivan’s Childhood, directed by Andrei Tarkovsky. (1962; Russia: 
Mosfilm), DVD.
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Near the horizon was an enormous bucket-scoop-
excavator. It rotated around the wall of the mine picking 
up earth as it went, and dropping it onto a conveyor belt. 
I assume there was at least one person sitting somewhere 
in the digger, but it looked as though it was working on 
its own. It watched over everything, but I couldn’t see 
where its eyes were. I was told not to go too close to the 
mine’s edge, because there was security patrolling it. This 
warning had made me unsteady, and I couldn’t help but 
be drawn to the machine that sat on the precipice, and 
scared of what might happen if I looked too hard.
[174]
Enclosed in a pocket no larger than itself, the 
rosehip lay in darkness. The intense red of its outer shell 
didn’t dissipate. Instead – resting quietly and 
remembering the moment it had been cut from its 
stem – it was visible only to the dirt. Water flowed gently 
through, soaking the cluster of seeds inside, and filling-in 
tiny hollows of air. Deep in the earth, the rosehip resisted 
the urge to collapse under tonnes of compacted 
sediment. It sat near the bottom of the well. Not at the 
base-proper, but floating slightly in the preceding fill. 
Over centuries the water washed away the rosehip’s 
strength. Grains of dirt that had pressed down on the 
little red casing became the only things holding it together. 
The fruit’s flesh was weak, but stubbornly present. 
Thousands of years since the rosehip had last touched the 
sun, the weight of the ground above it began to lessen. 
The blockage in the well was being cleared, 
layer-by-layer. Air mixed with dirt. A flash of crimson 
snuck out from beneath the dense earth, as fine bristles 
of a brush softly unsettled the wet soil. The atmosphere, 
suddenly so close, exhausted the rosehip’s reserves. Pairs 
of eyes watched on. The pod was lifted from the well and 
submerged in a plastic container, full of water. As days 
passed the brilliant red dulled, fading into a murky brown. 
Its skin – a membrane so thin it barely divided in from out 
– puffed up, before bursting. The formless sludge made its 
way to the bottom of the plastic tub, agitating as it 
was passed around.
together in the script. Interactions between characters slice through multiple 
timescales.  Within my own project, inhabitation of the underground happens through 
the excavation of the LBK well, where narrative trajectories collide and fuse, as the 
hole of the well is re-opened and retold. Each story relays a specific moment, 
embodied by me onsite – my feet sinking into the soft soil of a dirt mound[fig.176] – or 
learnt through others – a single red rosehip preserved in a pocket of darkness.[fig.177] As 
these stories are gathered and held within their book, the book’s structure of bound 
pages establishes flickering connections between distinct narratives, and therefore, 
distinct times. Leafing through pages is akin to inter-temporal meetings of stories. 
Like Fusco’s radio play, these converging histories, and embodied presence 
on/in-site, lead to a disintegration of linear narratives within the well. The hole of the 
well’s excavation is a retelling of the hole of the well, being dug out of the earth for 
the second time in more than 7,000 years. Both holes – the LBK well, and its 
excavation – contain malleable deposits of histories, flowing up and out of the earth 
in formations of present moments. 
The holes of the well and its excavation are not absences, but durational entities 
through which to access a complex of timescales. In his essay Three holes in the 
geological present, Seth Denizen discusses the form of the ‘hole’ as an active 
producer of a present.72 The essay’s three holes are investigated as receptacles of 
duration.73 Denizen recognises holes as capable of geologic speech, constructing a 
72 The essay’s three holes are: an excavation in the film En construcción, by José Luis Guerín; the 
hole in the ozone layer; and the redefinition of ‘soil’ in the second half of the 19th Century. Seth Deni-
zen, “Three Holes: In the Geological Present.” in Architecture in the Anthropocene, ed. Etienne Turpin 
(Michigan: Open Humanities Press, 2013), 32-35.
73 Ibid., 33.
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He climbed to the top of a large dirt mound. I followed, 
my feet sinking into the soft soil. We looked out across 
the plane, our gaze resting on the plot of a future 
excavation. A slight depression hinted, maybe, at a well. 
There were wildflowers everywhere, and in the heat the 
breeze smelled of chamomile.
Each sliver of earth, lodged in darkness, holds within it 
the last instant it felt the sun. Light presses into the crust, 
recording a precise point of reflection. Specks of dirt image 
themselves beneath the surface. Like an undeveloped 
negative, periods of exposure are registered underground. 
These flares are retrievable, but only just. Samples are 
cloaked in plastic, wrapped around and sealed. Light 
preserves itself in darkness. A flash turns to data.
present – or assortment of presents – through redistributions of a past. In this essay 
the ‘hole’ adopts multiple roles as it plays witness to, hosts, and produces an array of 
activities that orbit around one another, at moments colliding. The holes of 
Denizen’s essay reflect the hole of the LBK well; a space where discrete 
temporalities are drawn to the surface, in continuous production of a present 
moment.74 These understandings of holes, and wells – as containers for a 
multiplicity of pasts/past actions – echo the Old Norse myth of the Well of Urth. 
Within this narrative, the well holds a heterogeneous reservoir of histories, 
accumulating and interacting as layers of strata in perpetual movement, actively 
creating an open, and ever-shifting present as they are drawn from beneath the earth 
to the surface.75
At the LBK well excavation, these present moments are created as material is moved 
from under-ground to surface-ground, from hand to hand, from body to body, 
becoming rediscovered, retold, and recontextualised through each exchange. My 
collection of stories was produced through such ongoing contextual shifts. The well 
itself is reminiscent of Ursula Le Guin’s ‘carrier bag theory’ of storytelling, where 
stories are “capacious bags for collecting, carrying, and telling.”76 To think of the 
LBK well as a container for a collection of disparate temporalities, histories, and 
materials, means that every time a hand reaches into the bag/well, new relations are 
established through this tactile encounter. These shifting associations mobilise the 
74 “The well is a hole so deep it reaches beyond reason. The well supersedes time, it funnels, no, it 
fuses time.” Fusco, “Master Rock.” soundcloud audio, 42:17. 
75 Paul C. Bauschatz, The Well and the Tree: World and Time in Early Germanic Culture (Amherst: 
The University of Massachusetts Press, 1982), 7.
76 Haraway, Staying with the Trouble: Making Kin in the Chthulucene, 39.
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story/ies of the well. I began this chapter by recounting the difficulty in accessing 
the well as a whole. Now the complexity appears in the well as a hole, where stories 
are told and retold in embodied, situated, material movements. These movements are 
“elements of a whole[/hole] which itself cannot be characterized…since its purpose 
is neither resolution nor stasis but continuing process.”77 Likewise, my book of short 
stories developed out of a constant gathering of material, where narratives were built 
out of fleeting relations, and where each story is renewed through sited retellings. 
77 Ursula K. Le Guin, “The Carrier Bag Theory of Fiction.” in Dancing at the Edge of the World: 
Thoughts on Words, Women, Places (New York: Grove, 1989), 170.
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CHAPTER FIVE
Book Three: Embodied Gestures And Virtual Remembering
                                                                                                                                         
The third, and final, work I will discuss in this paper developed from my 
participation in Ergersheimer Experimente, 2017; an annual series of 
experimental archaeology workshops investigating woodworking techniques from 
the Early Neolithic period of Germany.78 The first workshop took place in 2011, 
following the excavation of the most intact of the thirteen LBK wells – discovered in 
an extension of the Leipzig airport in Altscherbitz – and an online forum 
discussing possible uses of an Early Neolithic stone adze.79 Ergersheimer 
Experimente uses replica stone tools, and analysis of tool marks visible in timber 
finds from the Early Neolithic, to try to reassemble material knowledges and 
building techniques, through experiment. The workshop takes place on a long 
weekend in March, in a managed oak forest just outside the town of Ergersheim in 
Middle Franconia, southern Germany. Over the course of the workshop, a number of 
experiments were undertaken, including wood-splitting, felling, and cutting through 
tree roots.[fig.184-186]
On the Saturday afternoon I was given a short lesson on using a replica stone adze, 
similar to the ones that are theorised to have been used in building the LBK wells. 
78 “Ergersheimer Experimente.” Accessed July 19, 2017. https://www.ergersheimer-experimente.de/
index.php/en/
79 “archaeoforum.” Accessed November 15, 2017. http://www.archaeoforum.de/search.
php?sid=68bab4ab493c9d7ed6dd084c5d0a5a7e
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Holding the timber handle, one hand above the other, I worked on an upright branch 
from one of the already felled oaks. Where an axe has a vertical blade and is swung 
horizontally towards a trunk, an adze blade is horizontal, and swung vertically. Its 
use has little to do with strength, and more to do with technique. Despite the cold, my 
hands felt hot. Blisters quickly appeared where my palms met my fingers, and in the 
nook between my left thumb and my hand. A good strike will sing out, like a metallic 
‘ting’, as the blade cuts through the timber fibres. Hitting at the wrong angle resulted 
in a dull thud. Vibrations from the adze reverberated back into my hands, causing 
a buzzing sensation that lasted into the night. After an hour or so the blisters on my 
palms started to bleed. Blood rubbed into the handle of the adze and stained the tiny 
indentations in the pale wood grain. The final threads of timber and bark held on for 
a long time before eventually giving way and falling to the ground.[fig.187] These cut 
pieces of timber became the basis for the work I will discuss throughout this chapter. 
The break in the branch was followed by a string of material transformations where 
tool marks, embedded in the pieces of timber, underwent a process of moulding, 
modelling, scanning, and animation. I will unpack the production of this work in two 
parts. Firstly, I will conduct an examination of ways in which material histories 
persist through embodied gestures, using an object I developed out of the workshop 
as a marker for this investigation.[fig.188] Secondly, I will analyse this object’s 
transformation from actual to virtual, as it is scanned and animated, to explore virtual 
spaces as platforms for remembering irretrievable pasts.[fig.189]
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PART ONE: EMBODIED GESTURES
The pieces of timber I cut from the branch retained marks from the repeated 
motion of hitting with the stone adze. These ‘petrified gestures’ exposed the forces 
that caused them to emerge.80 Tool marks are present, presenting pasts, and making 
visible singular material moments. The object I developed from this workshop both 
reveals and complicates this operational chain.81 In my studio I made silicone moulds 
of the tool marks embedded in the timber.[fig.190-191] Using black modelling wax to 
create a form that alluded to an open book, I pressed the moulds into the surface of 
the object. Tool marks, wood grain, and fingerprints interrupted one another in the 
soft wax.[fig.192] The continuously altered surface held traces of a sequence of material 
and embodied encounters that began with rhythmic meetings between hands, tools, 
and trees at Ergersheimer Experimente. 
Experimental archaeology doesn’t seek to answer questions; instead it opens up a 
possibility of maybe (‘this is how it might have happened’ or ‘this is one of many 
ways it might have happened’). As multiple material and embodied forces are 
brought together, sensible logics – inculcated within bodies, and bodily perceptions – 
are encouraged to reveal themselves through experiment. Rather than 
experimental archaeology being a process of re-enactment or re-presentation, staged 
points of material and embodied contact open spaces for unique and variable 
80 The term ‘petrified gesture’ comes from a conversation with Rengert Elburg, describing the way 
that momentary gestures are captured within materials.
81 Or “chaîne opératoire,” a term popularised by Andre Leroi-Gourhan. André Leroi-Gourhan, Ges-
ture and Speech (Massachusetts: MIT Press, 1993), xviii.
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moments to be produced. Studies of tool marks captured in timbers from the LBK 
wells – material residue of gestures performed over 7,000 years ago – and use-wear 
analysis of fragments of stone tools from the same period, became reacquainted in 
the forest. Gestures were repeated, in the hope that through repetition understandings 
of technological, and embodied histories might become evident. Participation in 
Ergersheimer Experimente, and the development of a sculptural object out of the 
material and embodied encounters I experienced, was a practical way for me to 
engage in evolutions of knowledges through non-linguistic and embodied practice. 
According to Pierre Bourdieu, in his book The Logic of Practice, histories become 
embodied through cultural habits.82 This process is called ‘habitus’.83 Rather than 
being passed between generations through discourse or consciousness, gestures, 
skills, movements, and mannerisms are all inherited unconsciously by a collective 
history. Habitus is both a product and producer of histories, persisting through time 
as a result of practice. “The habitus – embodied history, internalized as a second 
nature and so forgotten as history – is the active presence of the whole past of which 
it is the product.”84 My involvement in Ergersheimer Experimente was an attempt to 
connect with material histories of the LBK wells, by following tools through the 
motions of bodily logics. Stemming from observational analysis of timber objects 
from the LBK, the workshop develops non-linguistic understandings of material 
histories. “Incorporated history” (histories taught and learnt through practice) and 
“objectified history” (histories written, spoken and narrativised through discourse) 
82 Bourdieu, The Logic of Practice, 52-65.
83 Ibid., 52.
84 Ibid., 56.
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came together in the forest.85 My work emerged from tangled encounters between 
‘incorporated’ and ‘objectified’ histories at Ergersheimer Experimente; my wax 
book-form operating as an accumulative residue of such connections.
In his work Pyramid (square plan) (1959), Carl Andre inadvertently re-performed 
‘incorporated’ histories present during the LBK.[fig.196] Four days after my first visit 
to the well excavation I was in Berlin, where I had a chance encounter with Pyramid 
(square plan) at the Hamburger Bahnoff. The work was made from pieces of timber, 
about 80cm long, with notches cut out of them so that they could be fastened 
together. I did a double take, trying to figure out what it was that I was looking at. It 
grew from the ground up, with each piece secured to the next using a cogging join, 
held together with gravity and itself. The pieces formed a column, with a square base. 
I stood frozen in the gallery, feeling like I was back at the well but unable to fully 
locate myself. Had Carl Andre been making work about LBK water wells six decades 
ago?[fig.197] The first well was excavated in 1996. Andre’s work quickly reframed itself 
in my mind as a prophecy; a monument to the future discovery of the wells 47 years 
later. Or perhaps the wells were prophesising Pyramid (square plan) more than 7,000 
years ago. It occurred to me that both might be true, in the way that objects of the/a 
past foretell futures, through their participation in a lineage. Standing in the gallery, 
I rewrote Andre’s work as both a restaging of, and model for, the construction of a 
well.86 Andre’s well could only exist because the LBK wells had come before. All 
85 Ibid., 66.
86 Like a giant hand had grasped the well at its centre, and squeezed, the middle of Andre’s well was 
closed. Not so great for retrieving water, but reminiscent of the refraction that happens when light 
passes through a lens. I wondered if this well was for looking into the ground, instead of drawing 
material out: a kind of telescopic periscope.
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carpentry techniques that are used today were also used during the LBK. Current 
carpentry, then, is an act of remembering a material history that is inscribed in the 
bringing together of hands, tools, and wood. This history reveals itself as a cultural 
muscle memory; a record that isn’t verbal or written, but is passed through the hands 
of makers over millennia. It’s a different way of knowing history, through a repetitive 
handling and rehandling of materials.
Andre unconsciously perpetuates histories of the LBK water wells, as thousands of 
years of sensible logics are inculcated within his body, and his bodily perception of 
the world. Material histories that were forgotten until an excavation in 1996 jogged 
collective memories were re-performed by Andre in 1959. Here, habitus “does not 
represent what it performs, it does not memorize the past, it enacts the past, 
bringing it back to life. What is ‘learned by the body’ is not something that one has, 
like knowledge that can be brandished, but something that one is.”87 In Andre’s well 
(and at Ergersheimer Experimente) tools and materials extend the parameters of 
Bourdieu’s embodiment through evolutions of technologies.88 What “one is” bleeds 
into what “one” makes, and what is made – shown in the projection of one well onto 
another – makes its own future, at the same time as remaking its past. 
87 Bourdieu, The Logic of Practice, 73.
88 In Gesture and Speech, archaeologist André Leroi-Gourhan writes about “mechanical operational 
sequences,” to describe trajectories of technological, and human, evolution. These sequences, which 
range from points of encounter between tools and timber, to the exteriorisation of individual memory 
into collective species/cultural memory, are understood by Leroi-Gourhan in terms of programming. 
He says, “the nervous system is not an instinct-producing machine but one that responds to internal 
and external demands by designing programs.” These programs are produced through reciprocal 
exchanges between individual and collective bodies, similar to the way that habitus persists within 
embodied cultural memory. Leroi-Gourhan, Gesture and Speech, 221.
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The cogging join persists in Andre’s well as practical sensations collide with tools 
and timber. What remains from this collision is what Ulises Carrión, returning 
briefly to Chapter Two, and his writing on books, calls a “space-time sequence,” 
where an object – in this case Andre’s well, or the wax book – produces and is 
produced by repeated gestures and material encounters, within a specific spatial and 
temporal trajectory.89 Andre’s well and my book-form were both generated by 
repetitions of embodied gestures, mobilising material histories of the LBK wells 
through connections between multiple forces. This process is ongoing, as the wax 
continues to collect impressions from handling, and touch, and Andre’s well is 
endlessly assembled and reassembled. 
89 Carrión, Quant aux livres/On Books, 131.
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PART TWO: VIRTUAL REMEMBERING
One month after Ergersheimer Experimente, I arrived at the Landesamt in Dresden. 
Utilising technologies for recording and digitally reconstructing objects and 
situations found during excavation, I had a 3D scan taken of the wax book.90&[fig.205-208] 
Lasers skated across the form’s surface, creating a digital shell. The beam of light 
didn’t penetrate the object, so the data has no thickness. Instead, it consists of 
thousands of triangles arranged in the shape of the wax form. It took almost forty 
scans from different angles, to produce a single digital file. Every time I moved the 
wax to a new position, I left fingerprints in its amorphous façade. Each scan partially 
recorded the form in a different state, the resulting digital model being made up of 
multiple states, and imaging an object that never existed in a single present. From 
cutting to moulding, modelling to pressing, holding to scanning, the object’s 
descent into a digital realm became increasingly convoluted. Every gesture expended 
in this work’s production was articulated and abstracted, as it underwent a sequence 
of transformations, each alluding to an irretrievable past. Logics of fragmentation, 
transformation, and mutability – logics that have underpinned this entire project – 
were siphoned through the making of this work. These processes culminated in an 
animation, presented on a screen as a digital video.
This work doesn’t look back to the past as a single entity. Instead, multiple 
temporalities are scrambled together in a mash of material and digital shifts. In his 
book Art Encounters Deleuze and Guattari Simon O’Sullivan explores Deleuze’s 
90 Many thanks to Thomas Reuter for his invaluable (and very patient) work in scanning. This work 
would not have been possible without his generosity and enthusiasm.
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concept of the ‘virtual,’ using Robert Smithson’s writing as a parallel practice of 
thinking.91 O’Sullivan says, “The virtual ‘designates a pure multiplicity’ which as 
such ‘radically excludes the identical as a prior condition.’”92 This ‘radical exclusion’ 
is a rejection of originary conditions, where, referring to Smithson’s Yucatan Mirror 
Displacements, both space and time are non-linear, and are rather constituted through 
spatial and temporal multiplicities – as is the case with this work.93 I have used the 
surface of the digital object as an ambiguous terrain through which to navigate.[fig.209] 
Made from a thin membrane of data, the book – whose wax version is thick and 
impenetrable – has a cavernous interior.[fig.210] Floating across the outside of the form, 
the bumpy ground doesn’t reveal the temporal mechanisms that marked its 
emergence. Instead, it is an indeterminate plane, otherworldly and difficult to pin 
down. 
A comparison might be made with the excavation sites I have studied throughout this 
research, where single histories are not clearly located above- and below-ground, 
but mixed within a vast field of geological activity. Beneath the digital surface, the 
inverse tool marks become visible. Made up of an expansive tetrahedral mesh, the 
walls of the interior of the digital object are formed like crystalline structures.[fig.211-213] 
The ‘petrified gestures’ of Ergersheimer Experimente are replaced with ‘crystallised 
gestures,’ where a singular dynamic movement isn’t captured in a surface, but enters 
into a system of inertia through the untimely accretion of digital data. Writing on 
Smithson’s thinking on crystallography, Jennifer L. Roberts says that, “in the process 
91 O’Sullivan, Art Encounters Deleuze and Guattari: Thought Beyond Representation, 98.
92 Ibid., 103.
93 Ibid., 109.
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of crystal deposition…[t]ime is not an organic development emanating from a living 
“seed” or origin, but an inert encrustation.”94 Similarly, the convoluted material and 
digital transformations that this work has undergone cease to assign a distinct point 
of origin. No single triangle came first. Instead they co-emerged within a sprawling 
terrain. 
94 Jennifer L. Roberts, Mirror-Travels: Robert Smithson and History (New Haven: Yale University 
Press, 2004), 44.
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CONCLUSION
Remembering The LBK Water Wells Of Saxony
                                                                                                                                         
This project evolved out of two research trips undertaken in Saxony, Germany, to 
visit a collection of water wells from the LBK of the Early Neolithic. The timber 
structures had survived, buried underground for over 7,000 years. Their staggered 
rediscovery over the past two decades has led to a rewriting of local material 
histories. Focussing primarily on two sites – the current excavation of the most 
recently discovered well, in a warehouse in Großstolpen, south of Leipzig, and a 
nearby lignite mine in Droßdorf, where that well was uncovered in 2015 – this paper 
uses my fieldwork and art practice as grounds for thinking through my research 
question: How can material histories become mobilised during embodied 
encounters with site? My question is an exploration of moments where material and 
ideas become unsettled through excavation practices; as malleable knowledges 
develop out of embodied and sited exchanges, and where art practice actively 
contributes to these developments through processes of making. Working within 
points of intersection between two material practices – art and archaeology – I have 
approached sites of excavation as creative spaces of interpretation, where histories 
are rewritten and retold, as material is passed between hands, between individuals, 
and between moments in time.
Throughout this project I have investigated ways in which books can participate in a 
network of material, historical, social, and temporal conditions that make up a 
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specific sited context. In doing this, I have contributed new methods for approaching 
book-making within art practice, by offering a shift in the current field of discourse 
on artists’ books. I have redirected emphasis on book-making through practice, rather 
than the production of books as objects, to explore a practice of book-making as 
a methodology for site-based spatial research. My project demonstrates ways that 
books can guide paths through the complex of material histories and intersecting 
timescales made evident in the excavation of the LBK wells.
During this project I developed three key works, each providing a way of engaging 
with the sites of the LBK well excavation, through book-making. In the first work 
a scattering of ceramic sheets was created through a sequence of distributed sited 
events. In this work digging, restaging, and material experimentation became 
methods of creative enquiry that intersected practices of art and archaeology. By 
approaching interdisciplinarity through sited and material practice, I facilitated a 
series of events, connecting transformations of material histories through situated 
material encounters, across time. 
In the second work, writing became a way to situate myself, and my movements, 
within sites of excavation, embodying a position of sited encounter through 
narrative-building. In the fragmented collection of short stories that emerged from 
my writing practice, narrative structures allowed me to distil precise movements 
between above- and below-ground, through storytelling. I have used storytelling as 
a tactic for transforming my experience of sharing spaces and times in the earth’s 
surface, and disrupting epistemologies of solidified histories and objective truths 
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through narrative.
My third, and final, work developed from my participation in an annual experimental 
archaeology workshop, Ergersheimer Experimente, where an object I made 
underwent a convoluted string of material and digital transformations. This work 
explores ways that material histories persist through embodied gestures, using 
non-linguistic methods of reading, recording, and reassembling histories through 
embodied practice, culminating in an ambiguous animated terrain, where virtual 
spaces become platforms for remembering irretrievable pasts. 
During my research trips, fieldwork offered an opportunity for me to contribute to 
material discourse at the sites of the LBK well excavation through creative practice. 
Throughout this paper I have proposed multiple ways for navigating the sites of the 
LBK well, drawing on case studies from contemporary art practice, as well as 
engaging directly with theory from art, archaeology, and philosophy. I have 
contributed to wider discourse on interdisciplinary research practice, bringing 
together two material practices – art and archaeology. During my project I 
developed a sited methodology that intersects these two disciplines, using a practice 
of book-making to engage in multilayered explorations of localised histories and 
material knowledges at sites of excavation. My paper explores ways in which 
archaeological fieldwork can inform site-based art practice, and how my own art 
practice can actively participate in interconnected research dialogues at the 
excavation of the LBK water well.
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